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FOREWORD
Across an artistic career that spanned five decades Julia Thecla maintained a distinctive and highly personal imagery 
that evades easy interpretation. From her early work, laden with apparently charged but unreadable objects (keys, 
rabbits, parachutes) to the late, luminous views of extraterrestrial space, she created visionary worlds in which the 
viewer becomes a curious but slightly baffled visitor. Her deliberately obscured biography makes the interpretation 
of her work that much more difficult. Works by contemporaries in Chicago, especially her friends Ivan Albright and 
Gertrude Abercrombie, suggest conversations and exchanges of ideas, but their concerns and visual style remain 
distinct. Thecla’s imagery does not seem to derive from the artistic interest, common at the time, in psychoanalysis 
or the unconscious, although Jungians might be forgiven for assuming it did (Abercrombie was an enthusiastic 
analysand but there is no evidence that Thecla shared this interest). Nor was she a self-taught unconscious artist 
along the lines of the Chicagoan Henry Darger, whose obsessive illustrations for a 15,000-page epic narrative entirely 
filled his tiny attic apartment. Instead she seems to have been focused, self-sufficient, and relatively immune to the 
rapidly changing fashions of the postwar art world.
Guest curator Joanna Gardner-Huggett has identified two developments in Thecla’s subject matter that reveal 
unexpected aspects of her work: the first, occurring in the late 1930s, is her growing fascination with dancers and 
the ballet, which is not only an opportunity to portray an enclosed and female world, but also to focus on aspects 
of performative practice that have implications for Thecla’s own eccentric persona. A more notable shift occurs 
around i960, when her work alters in scale, medium, and subject matter. Here Thecla seems to have been responding 
to external events in surprising ways, ingeniously linking her own hermetic imagery to the technofuturist world of 
space exploration. She pursued this ambitious approach for a relatively short time until she was overcome by age, 
illness, and impoverishment. She died in Chicago in 1973.
In the same year, the Wally Findlay Gallery, which represented her at the end of her career, moved from South Michigan 
Avenue to the near North Side. As part of the paring of its holdings the gallery donated a significant number of her 
canvases and works on paper to DePaul University. The works given were mostly from her late “planetary” period, 
which had been less successfully received, but a decade of inactivity and dramatic changes in the art world had 
already faded her reputation. Helen T. Findlay probably assumed that the gallery would be unlikely to sell such deep 
stock, certainly a correct judgment at that moment, but the gift was generous and foresighted.
The expedient donation, the critical mass of work, and contemporary art-historical interest in issues of gender and 
regionalism make Thecla’s life and the reception of her work of particular interest at present. While she 
seems to fit neatly into a common stereotype (eccentric and reclusive female artist, lapsed into obscurity), in fact her 
narrative is far more complex and far more interesting, both on its own terms and for the light it sheds on the Chicago 
art world at midcentury. Thecla did indeed paint her own universe, but it was hardly an isolated one; her work is 
populated by images of friends and acquaintances and by references to events of the moment. And in a larger sense 
her overlapping bodies of work—her painted oeuvre on the one hand and her self-fashioning as an artist on the 
other— reveal a degree of autonomy and control that can only be fully understood with the passage of time.
Louise Lincoln, Director
J U L I A  T H E C L A :  U N D I S C O V E R E D  W O R L D S
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I N T R O D U C T I O N
For over thirty years, Julia Thecla created paintings that served as windows to undiscovered and 
intangible worlds, fairy tales, distant planets and Dionysian spectacles. Often her own self-portrait acts as 
the viewer’s guide, and when she is not present pigeons, rabbits, cats, or ballerinas may step into the role. 
Regrettably, Thecla’s fantasy realms are rarely shown, although there are examples in major collections 
such as the Art Institute of Chicago, the Hirshhorn Museum and Sculpture Garden, and the Museum of 
Modern Art.1 Thecla was absent from the National Academy of Design’s monumental show “Surrealism 
USA” (2005) even though a few of her Chicago contemporaries like Gertrude Abercrombie and Ivan 
Albright were included. This fading reputation is not atypical for women artists from the first half of the 
twentieth century, especially those who chose to remain unmarried or unconnected to a well-known male 
artist, immediately placing them on the margins. Nancy Burke demonstrated that female solitude among writers 
has been regarded with suspicion and this can easily be extended to a female visual artist like Thecla.2 
Thecla’s ultra-feminine and figurative style and her intimate scale, epitomized in Morning Walk from 
1938 (cat- no- 5), further exclude her from historical consideration since they depart from modernism’s 
traditional insistence on formalism and abstraction. The attentiveness to details of dress—the elaborately 
plumed straw hat, the polka-dotted blouse and white lace collar—could easily be dismissed as women’s 
failing to express the spiritual transcendence of modernism. The reception of images like this one often 
generated a kind of qualified praise; Paul Schofield noted in article on the Midwest art scene in 1937 that Thecla 
“...produces paintings which, if hardly ambitious in the accepted manner, are at least so strangely charming 
and in such faultless taste that they approach the magnificent. Her work is not, of course, to be mistaken for 
major painting.”3 As the present exhibition is intended to illuminate, however, Thecla’s art offered a compelling 
argument to counter this masculine rhetoric. Her paintings, and indeed her biography, reveal how she found 
multiple strategies and means to remain visible while frequently cast on the margins as a woman artist.
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W H O  WAS J U L I A  T H E C L A ?
As Phyllis Ford astutely observed in 1943, “Julia Thecla is an artist who would delight a novelist and 
worry a biographer.” 4 Anxiety sets in as one attempts to map out her history because she frequently offered a 
variety o f versions o f her life story. Her close friend David Porter commented, “ Once she told me that she was 
Scotch-Irish, another time that she was an Eskimo.” 5 What is known is that Thecla was born Julia Connell, the 
fourth child o f five, in Delavan, Illinois in 1896. Thecla explained in a letter to the critic C.J. Bulliet, “ this was 
really O ’C O N N E L L  but grandfather dropped the “ o” into the ocean.” 6 By the age o f four she began to read 
and draw, and as Thecla noted in an unpublished statement held at the Art Institute o f Chicago, “ I won my first 
prize at age twelve, the next at age fourteen for drawing our dog Shep.” 7 After graduating from Delavan High 
School in 1913, she took a summer course at Illinois State Normal University (now Illinois State University) 
in 1914 and then taught first through seventh grades for one year in Tremont Township in Tazewell County, 
Illinois. Around 1920 Thecla moved to Chicago and began taking art classes at the School o f the Art Institute 
o f Chicago that included figure drawing, perspective, and still life, and supported herself by art and antique 
restoration as well as copying religious images.8 In 1931 Thecla made her professional debut as an artist in the 
Eleventh International Watercolor Exhibition at the Art Institute o f Chicago and by the mid-1930s she was 
a regular presence on the Chicago art scene. She also joined the Chicago No-Jury Society o f Artists and the 
Chicago Society o f Artists, even serving as secretary o f the No-Jury Society in 1934 and 1936, and earned a 
contract with Albert Roullier Galleries in Chicago, which continued until the early 1940s.9
It was in the early 1920s when Thecla’s self-fashioning truly begun. She dropped her Irish surname 
Connell and adopted the name “ Thecla” inspired by her aunt who “ took the veil and called herself Sister 
Thecla after St. Paul’s secretary and co-author.” 10 She also changed her birth date, once writing, “ Born in 
Delavan, Illinois, February 28th, 1906, little lie.” 11 An obscured personal life held a distinct advantage, as 
Barbara Bloemink observed in her study o f the New York painter Florine Stettheimer, “ T he absence o f factual
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and personal information... gave her work a chance to breathe, freeing it from the encumbrance o f bias against 
women working a largely male profession.” 12 Clearly, these women understood that biography would only 
overshadow any critical assessment o f the art itself and restricted them to their gender rather than their 
profession.13 Maureen McKenna observed that this transformation extended to Thecla ’s appearance as well; 
her clothing created whimsical identities that simultaneously existed in her numerous self-portraits, such as 
cowgirls, ballerinas and birds.14 Although Thecla undoubtedly appreciated the New Woman’s right to vote, 
ability to compete with men on an equal basis, smoke, drink and dance in public, she rejected the appropriation 
o f masculine dress. Instead, the artist June Wayne remembered her as an “ illustration of a girl from a children’s 
story” 15 and Porter described her fondness for long red curls, tiny vests, quilted skirts, and high-button shoes,16 
reminiscent o f Edwardian children. She often indulged in quirky behavior, such as demanding a secret code 
from guests when entering her studio or walking her pet chicken down the street,17 and this persona existed as 
a parallel to what becomes distilled on her canvases. Thecla ’s acts, while often viewed as eccentric or rooted in 
a fantasy realm, conversely can be read as a strategy to negotiate a difficult terrain for women artists in 1930s 
and later. T he fantasy world, whether enacted in fairy tales, myths, distant planets or the theatre stage, was a 
means to create an alternative social order where Thecla ’s voice held value and would not be silenced by the 
biases o f a patriarchal order. Harry Bouras, a friend and critic, recognized Thecla ’s dress as a cultivated act 
and noted: “ She has been described as a china doll— a terrible phrase— so often and by so many friends, that I 
am compelled to see her creating the illusion o f the doll by means o f a peculiarly studied motion and rhythm. 
There was nothing in her colorful antiquity or earlier flamboyant years that bespoke porcelain or hand-painted 
bisque, except maybe her paleness. For this reason the smallness must be read as an illusion she fostered.” 18 
O f course, carrying out elaborate masquerades in Chicago had a different effect than in Paris, where it was 
more common among the Surrealists o f both genders. As Porter concluded, “ Had she lived in Paris instead of
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Chicago, she would have been a sensation,” 19 suggesting that friends, critics and historians may have taken Thecla ’s 
acts more literally as signs o f disturbed mind, not recognizing that they were a constructed performance. 
Overall, Thecla’s self-fashioning in dress and art anticipates the staged performances o f exaggerated 
femininity found in works like Cindy Sherman’s Untitled Film Stills (1977-1980) or Eleanor Antin’s ballerina 
“ Eleanora Danilova” (1978) where mimicry o f stereotyped female roles becomes a subversive territory.
E S T A B L I S H I N G  A  C A R E E R
W hile it is well established that Thecla took classes at the Art Institute o f Chicago in drawing and 
painting in the early 1920s, few student works seem to survive. The exhibition begins with one o f these rare 
works, a portrait o f a woman in watercolor by Thecla from 1926 (cat. no. 1). It may represent fellow artist 
Flora Schofield (1879-1960), often referred to as the “ dean of women artists,” 20 a close friend of Thecla and 
frequent coexhibitor with the Chicago Society o f Artists, the Women Artists’ Salon and other venues in 
Chicago. It is clearly an exercise in painting the human figure and understanding space and color, and may be 
a student work for one o f the classes she was taking at the Art Institute o f Chicago. Her Self-Portrait from 1936 
(cat. no. 2) makes apparent how quickly she rejected traditional techniques and provides a good example o f the 
artist’s self-fashioning. While Thecla is forty years old by this date, she depicts herself as a young woman in an 
elaborate costume: a black velvet dress with leg-o-mutton sleeves, a white lace collar, and a plumed black velvet 
beret with a translucent veil bearing a star pattern —  much like the girl described by friends and peers.21 Thecla 
stands with her back to the water, perhaps Lake Michigan, and a midnight blue sky and framed by oak leaves 
turning color on a fall day. T he artist resists our gaze and as Norma Lifton insightfully observed when it was 
exhibited in 1986, “ Thecla ’s message was mixed: look at me, but don’t think you can possess me. For all its fey 
quaintness, her work is available to us only on her own terms, and that after all is a certain kind of power.” 22
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This is articulated by her signature technique o f opaque watercolor and charcoal on a gesso ground with white 
highlights etched onto the edge o f the dress, as well as illuminating the ripples o f water and veins o f the leaves. 
This moment o f contemplation is all her own; the fact that the viewer cannot place its exact location or time of 
day reinforces that power. In order to achieve these visual effects, Thecla would place the board on a horizontal 
surface, instead of an easel, so that she could work directly over the surface and create the minute details.
The tarnished alabaster skin in Thecla ’s Self-Portrait, created through the mottled opaque watercolor 
surface, is reminiscent o f the aggressively aging skin o f women in paintings by Ivan Albright (1897-1983), 
such as the well-known Into the World There Came a Soul Called Ida (1929-30, Art Institute o f Chicago) and 
connects Thecla to the circle o f Magic Realists in Chicago.23 Thecla’s style is often deemed derivative of 
Albright’s, a common historical pattern in which women artists are understood as working under the influence 
of others, rather than creating innovative techniques on their own. T he relation can, however, be understood 
as a real dialogue between these artists in terms of content and style. T he obsessive detail, Victorian period 
objects and surreal subject matter found in Albright’s Showcase Doll (1954) (cat. no. 44) finds a parallel with 
Thecla’s own intricate surfaces. Derived from a painting o f the same name from 1931-1932 that Albright never 
completed, the print shows a Victorian doll lying in a coffin-shaped glass case on an elaborately embroidered 
pillow, edged in lace. T h e doll’s hands are stretched above her head as if she died in that pose and is 
ceremoniously preserved for all to observe. Her gesture suggests something has happened but the viewer 
cannot determine what it is. T he distorted perspective o f the doll, created by glass in which it is contained, 
increases the viewers’ anxiety, as does a Victorian perfume spray bottle resembling a syringe.24 While they share 
commonalities in technique and content, these two artists diverge on the symbolism of the child-woman or 
doll. For Albright she is a site to explore society’s obsession with youth and the corrupt culture that attempts to 
sustain it but for Thecla she becomes a place o f reclamation where society’s imposed gendered narratives can 
be rewritten rather than be mourned.
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Gertrude Abercrombie (1909-1977), also affiliated with Magic Realist painting in Chicago, was a 
friend of Thecla ’s and the two artists shared similar interests in content and style. Abercrombie studied 
romance languages at the University o f Illinois and did not intend to be a painter, but in 1929 began classes at 
the School o f the Art Institute and soon did commercial work for Sears and the Mesirow Department Store. 
By the early 1930s she was exhibiting with the same groups as Thecla, as well as the Art Institute o f Chicago 
and Katherine Kuh’s gallery. Abercrombie’s The Bride (1946) (cat. no. 48) depicts a lone bride without her 
groom or bridal party centered in a dark and desolate landscape, accompanied only by a pink cloud hovering 
overhead, a bare tree trunk, and a tiny church in the distance. Her work shares with Thecla ’s painting an 
intimate scale, creation of unclear and nighttime settings, as well as using the self to challenge the viewer, 
particularly around conventional expectations for women. In this case, the institution o f marriage evokes 
isolation and despair rather than comfort. At this point Abercrombie had been married for six years, bore her 
only daughter four years earlier and found herself facing the reality o f a failing marriage and no doubt a loss of 
autonomy and time for her art.25 Abercrombie and Thecla recognized that being both woman and professional 
artist were irreconcilable labels and their paintings were stages to enact resistance, as well as rearticulate the 
terms that were commonly used to describe their lives.
Susan S. Weininger argued that one o f the key reasons why Chicago held an important advantage for 
the woman artist engaged in Magic Realist and Fantasy painting was the support o f Clarence J. Bulliet, the art 
critic and director o f the Chicago Evening Post Magazine o f the Art World and art critic for the Chicago Daily 
News.26 He frequently featured the works o f women artists in his column “Artists o f Chicago Past and Present,” 
including Thecla in November 1935. Art criticism is an important component o f creating any artist’s reputation, 
and Thecla and Abercrombie both benefited from his attention.
T he Illinois Art Project, administered by the Works Progress Administration, was also essential to 
the development o f Thecla and Abercrombie’s careers. Implemented to provide welfare relief during the
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Depression, it afforded women the unique opportunity to be employed in a professional capacity that had not 
been possible before. According to the 1930 U.S. census almost forty percent o f people identifying themselves as 
artists were women,27 but it was rare that a woman could commit to working full-time on her art. T he Easel 
Project that employed Thecla and Abercrombie provided a monthly salary and canvases, which was often enough 
to support the cost o f models in addition to rent and basic needs. For the first time, Thecla did not have to 
maintain her job  as a restorer nor did Abercrombie continue as a commercial illustrator to augment their incomes. 
Earning just over ninety dollars per month,28 they had few obligations except turning in completed canvases to the 
Illinois Art Project once a month at Navy Pier. June Wayne, also an artist on the Illinois Art Project, recalled the 
monthly “ turn-in days” as resembling a “ regatta o f small sailboats, tacking into the gusty winds o ff Lake 
Michigan, the still-wet paintings being the sails. Then artists would help each other through the revolving 
doors, meanwhile glimpsing what others were painting.” 29 For Thecla and Abercrombie, dialogue with other 
painters was as important as the economic security and increased visibility.
By the early 1940s, Thecla continued to utilize a realist style combined with whimsical content, 
especially scenes dominated by animals and birds. Interviewing Thecla in 1960, Edith Weigle observed: 
Miss Thecla always has loved animals as well as people. . .  Little creatures, doves, squirrels, birds, speak her 
language or rather, she speaks theirs. In most o f her paintings it is these small folk who predominate; 
humans are merely adjuncts.” 30 A  very small painting, Pink Pigeon (1941 )  (c a t . n o . 1 2 )  displays a 
portrait o f her pigeon dyed a pale pink and held by a young girl on the right, while accompanied by 
a self portrait o f Thecla on the left. Birds were always a love o f Thecla ’s and she kept chickens in 
addition to pigeons throughout her time in Chicago. In this case, life eventually may have imitated art. Writing 
to David Porter in June 1947, Thecla noted, “ I just dyed one o f my pigeons a lovely pink and the neighbors are 
staring at the new species;” 31 just a few years earlier she wrote to her close friend, the artist W oody Panttila, in
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the guise o f her pigeon named “ Walter P.” 32 Thecla ’s Audubon Tree from 1945 (cat. no. 16) shows a leafless tree 
in an unidentifiable setting. At the foot o f the tree on the left is a small beach ball and at the far right stands a 
striped cat who looks up to discover an overwhelming number o f birds perched on each branch of the tree. As 
the title indicates, the birds’ images were taken directly from Audubon’s colored plates illustrating individual 
species.33 T he catalogue effect is transformed by the cat’s sudden entrance from the right side o f the painting; 
however, it seems unaware o f the treasures nearby, perhaps more interested in reclaiming the brightly colored 
ball. To an artist well known for her self-portraits, animals offered a compelling alternative to staging the self 
while still preserving her autonomy.
1943 marked a critical moment for Thecla. First, her painting Magnifying Glass (location unknown) was 
featured in the exhibition “31 Women” held at Peggy Guggenheim’s gallery Art o f This Century in January 
1943 in New York, putting her work on the walls next to noted Surrealists such as Leonora Carrington, Frida 
Kahlo, Kay Sage and Dorothea Tanning, as well as abstract artists like Louise Bourgeois and Lee Krasner. 
According to Guggenheim’s biographer Jacqueline Bograd Weld, “ The concept o f a women’s show appealed 
to Peggy because o f its daring,” 34 and was intended to dispel with the notion that women’s art was merely 
decorative. T he idea for the exhibit came from Marcel Duchamp while the gallerist still lived in Paris but was 
not executed until she returned to United States. Guggenheim, Duchamp, Guggenheim’s advisor and secretary 
Howard Putzel, Max Ernst and his son Jimmy, the art critic James Johnson Sweeney and the curator James 
Thrall Soby from the Museum o f Modern Art all participated in the jury.35 W hile many critics were suspicious 
o f the combination o f “ woman artist” and “ surrealist,” most reviews acknowledged the artists’ merit. 
Unfortunately for Thecla, most reviews highlighted artists better known in New York circles and gave specific 
attention to Tanning’s Birthday (1942) and Kahlo’s Self-Portrait with Cropped H air  (1940). Thecla ’s 
Magnifying Glass was only briefly mentioned in Art Digest’s review of the exhibition as a “ striking example,” 36
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suggesting that once again regionalism and lack o f connection to a famous male painter kept her on the edge 
o f wider critical recognition. Although Tanning was born in Galesburg, Illinois and briefly attended the Art 
Institute o f Chicago in 1932, she escaped the Midwest label by moving on to New York and Paris before 
this show opened, establishing a role among the Surrealists which was cemented by marriage to Max Ernst 
the following year.37 “31 Women,” however, exposed Thecla’s work to curators from East Coast institutions, 
ultimately extending her reputation as an artist.38
Thecla ’s success in New York coincided with the end o f the Illinois Art Project and its regular 
income. T he barriers facing women prior to the stock market crash o f 1929 had disappeared during the 
1930s since the economic collapse had essentially paralyzed the art market. Within the next few years women 
artists would begin to see the egalitarianism o f the Depression era slowly erode, forcing Thecla and 
many others to enter a public marketplace dominated by men who were no longer welcoming. As Sioban 
Conaty astutely observed in her historical study o f “31 Women,” “ artist” was now a gendered term and 
consciously or not Guggenheim forced these women to take a stand on whether they wished to be exhibited 
in a separatist manner.39 In surviving correspondence Thecla does not voice any opinion on this issue, but 
her membership in the Women Artists’ Salon in Chicago suggests a commitment to creating visibility for 
women artists; she even served as secretary o f the group in 1937 and 1942. T he First Annual Salon pamphlet 
from 1937 indicates that despite the fact that a number o f its participants were already under contract with the 
Illinois Art Project (for example, Macena Barton, Frances Badger, Fritzi Brod, Frances Foy, Beatrice Levy, Laura 
van Pappelendam and Thecla) there were still too few opportunities for women artists. Julie Graham noted that 
while women’s artists organizations like these did not challenge patriarchal governance structures, they did 
provide support, exhibition space, instruction and models — significant steps toward greater participation of
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women in the art world.40 C. J. Bulliet and Eleanor Jewett, the leading art critics in Chicago, featured reviews 
o f the exhibitions and regularly offered praise. Bulliet commented on the Sixth Annual Salon in June 1942, 
“ Frequent mention has been made in this column of the superiority o f women artists over men in the Chicago 
scene...” 41 Despite this affirmation, women artists groups were frequently perceived as “ gatherings o f rather 
mindless housewives getting together to congratulate each other for their latest flower paintings, and then 
going on to the more important work of tea and gossip.” 42 Unfortunately most o f the archival material related to 
the Women Artists’ Salon has disappeared, but what little is understood about the organization easily dispels 
its stereotype. T he Salon prefigures women artists’ cooperatives that would form in the early 1970s in Chicago, 
such as Artemisia and A .R .C ., driven by the ideology and activism o f second-wave feminism in this city.
T H E C L A  A N D  T H E  S P E C T A C L E  O F  T H E  B A L L E T
Considering Thecla’s love o f masquerade, it is not surprising that the ballet became the object o f her 
affections. Like the animals discussed above, ballerinas and their fairytale worlds became another arena in 
which Thecla could create a distinct universe o f her own. Bunny Backstage (1939), one o f Thecla’s best-known 
works executed for the Illinois Art Project, features the dancer Mary Guggenheim in traditional pink tutu, 
tights, and toe shoes resting on a crate (cat. no. 7). Behind her are other dancers warming up, stretching, and 
adjusting their costumes in between the large sets that will be soon be used for the evening performance. At 
first it appears to document the reality o f a dancer’s day, but signature Thecla elements emerge to push the 
scene into fantasy. Guggenheim removes her shoe to massage her right ankle while a large black bunny sitting
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on its hind legs appears at her left. T he dancer seems unaware o f her visitor, who was no doubt modeled on 
Thecla ’s own rabbit Buck who “ weighed almost ten pounds.” 43 Mary’s bare foot rests on a purple die on which 
suits o f cards have replaced the dots, with a club most visible to the viewer. An open book rests between the die 
and her toe shoe. These minor details transform the scene from a backstage genre scene to the dreams made 
possible by the book lying at her feet. The book not only signified agency for Guggenheim but also referred 
to her own literary aspirations.44 By the late 1940s Guggenheim was writing short stories, plays and novels, 
influenced by writers such as André Breton and Jean-Paul Sartre, with whom she worked while serving as a 
French/ English translator for the Office o f War Information in Paris during World War II. Born in St. Louis 
in 1917, she graduated from the University o f Chicago at the age o f eighteen. When this painting was done 
four years later, Guggenheim had been studying with the prima ballerina and Chicago choreographer Berenice 
Holmes, and would soon be recruited to dance with the corps o f the Ballet Russe de Monte Carlo (which included 
Bronislava Najinska, sister to Vaslav Nijinsky, the founder o f the original Ballets Russes). Her own Self-Portrait 
from the late 1930s reveals the dialogue these two artists must have shared (cat. no. 51). T he rich blue 
background and straw hat immediately remind one of Thecla ’s blue setting and the hat found in Morning 
Walk (cat. no. 5), which was owned by Guggenheim. The appreciation they shared for ballet, painting, fantasy 
and the staging o f the self created a life-long friendship that is commemorated in Bunny Backstage, as well as 
Untitled (Bunny and Ballerina) and Mary in Blue Shoes from 1939 (Illinois State Museum)45 where Thecla 
reappears to Mary in the guise o f her rabbit Buck.
There were numerous opportunities for Thecla to engage with ballet in Chicago during the 1930s and 
1940s. T he Arts Club sponsored two key shows that must have stimulated Thecla ’s fascination with dance. 
T he first, “ Twenty-five Years o f Russian Ballet,” opened in November 1933 and highlighted designs executed
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by Jean Cocteau, Fernand Léger, Marie Laurencin, Henri Matisse, and Pablo Picasso from the ballets staged by 
Sergei Diaghilev. The following year the dancer and choreographer Leonide Massine’s collection of modern 
paintings, which included images for the artist’s ballets, were also featured. John Pratt, a friend depicted 
in Thecla’s Untitled (Gertrude Abercrombie and John Pratt) from 1935 (Illinois State Museum Collection), 
exhibited a series of original drawings for stage and ballet costumes at the Roullier Galleries in 1939. By this 
point he was designing regularly for the African-American dancer and choreographer Katherine Dunham 
(whom he later married), such as costumes for the critically acclaimed L’Ag’Ya (1938).46 Like many other cities in 
the United States, Chicago was also swept up in the fervor of the Ballet Russe de Monte Carlo’s national tours. 
The corps performed regularly in the city during the 1940s with dance luminaries, such as Anna Danilova, 
Tatiana Riabouchinska, Mia Slavenska, Maria Tallchief, Marjorie Tallchief, and Igor Yousevitch taking center 
stage, and dominated arts coverage in the newspapers. In October 1943 Thecla wrote to Bulliet, “[H]ave 
[sic] you seen marjorie tallchief dance? [S]he is amazing...”47 This letter was also a thank-you for arranging a 
commission for Thecla to sketch and paint the prima ballerinas of the “Waltz King,” performed in November 
1943 as an operetta ballet choreographed by David Lichine, a former star of Count de Basil’s Ballet Russe de 
Monte Carlo. This resulted in Thecla’s painting of Tatiana Riabouchinska (1943), who danced the lead role in 
the operetta, and a possible invitation from Lichine, who was married to Riabouchinska, to design the costumes 
and sets for a never-realized ballet.48 The portrait is documented only through photographs and its location 
unknown, but Ballet Utopia from 1940 (cat. no. 9) is similar in that it emphasizes the ballerinas, who in full 
bodice and tutu stand on a solitary rock amidst clouds, arms raised in fifth position and left feet extended in a 
tendu. As Barzel noted “[Thecla] knows how ballet dancers move and how they stand. Her dream figures have 
correct technique, a very satisfying quality.”49 Bulliet offered further, “Thecla, like Degas, looks realistically and
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I. Art Student, 1926 Watercolor on paper 
Courtesy of Barton Faist Studio and Gallery, Chicago (cat no. I)
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2. Morning Walk, 1938 Gouache on composition board
Collection of Montserrat Wassam and Maximilienne Ewalt, San Francisco (cat. no. 5)
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3. Bunny Backstage, 1939 Gouache on gessoed composition board 
Collection of the Illinois State Museum, Springfield, Allocation of the WPA Federal Art Program (cat no. 7)
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4. Hand with Key, 1940 Gouache on composition board 
Museum of Contemporary Art, Chicago Gift of Mary and Earle Ludgin Collection (cat no. 10)
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5. Ballet Utopia, 1940 Gouache on composition board 
Collection of the Frederick R. Weisman Art Museum at the University of Minnesota, Minneapolis (cat no. 9)
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6. Millinery, 1944 Oil on panel 
Collection of Harlan Berk, River Forest, Illinois (cat no. 8)
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7. Audubon Tree, 1945 Oil on panel 
Sheldon Swope Art Museum,Terre Haute, Indiana Gift of Mr. and Mrs. Crawford Failey (cat no. 16)
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8. Animal Girl Waiting, 1952 Gouache on composition board 
Hirshhorn Museum and Sculpture Garden, Washington, D.C. The Joseph H. Hirshhorn Bequest, 1981 (cat.no. 19)
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DePaul University Art Museum Gift of Helen T. Findlay (cat. no. 26)
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10. Hurricane Flag Over Manhattan, 1961 Gouache and collage 
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12. Red Grass Planet, 1961 Charcoal and tempera on composition board
DePaul University Art Museum Gift of Helen T. Findlay (cat. no. 33)
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13. Parachute Drop, 1961 Gouache and collage on composition board
DePaul University Art Museum Gift of Helen T. Findlay (cat. no. 29)
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14. Black Satellite and Yellow Moon, 1961 Oil and encaustic on canvas
DePaul University A rt  Museum Gift o f Helen T. Findlay (cat. no. 35)
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a little brutally into the souls o f her dancers, and she makes you conscious o f what they think as o f what they 
do.” 50 However, Barzel countered, “ Thecla is not another Degas. She does not paint the little drudges whose 
gauzy costumes and stolid legs pattern the canvases o f the great Frenchmen. Her quaint girls glow with feminine 
mystery. T hey are dreamed out o f a free unshackled imagination.” 51 Practicing a Bow (cat. no. 14) from 1942 
reveals both the drudgery o f a dancer’s day-to-day exercises, as well as the fantasy realm that Barzel describes. 
T he ballerina is elegantly posed in a deep port de bras but she stands on a checkerboard mat with clubs 
decorating the black squares, reminiscent o f the die in Bunny Backstage. In the background a mirror reveals the 
reflection o f a dancer from the back and one asks if the ballerina is reliving a performance or imagining herself 
on the verge o f entering the spectacle o f performance from the wings. Reality disrupts this scene for one brief 
moment as the viewer’s eye is drawn to the photograph o f Robert Edelmann, a Chicago industrialist and art 
philanthropist,52 in naval uniform that hangs on the wall. T he dancer’s dream could not erase Thecla ’s anxiety 
for a friend off to serve as an ensign in the United States Navy in World War II. For Thecla, and for all those 
audiences caught up in the dynamism o f the Ballets Russes, dance may have served as a place o f escape at a 
moment where there was little comfort.
Thecla did find success in commissions with the Chicago prima ballerina and choreographer Berenice 
Holmes, resulting in three ballets: Pandora (1945), Reflections in Water (1945) and Side Show (1946). 
Unfortunately, the original costumes were apparently lost or destroyed, but luckily a two-minute clip of 
Pandora filmed by Ann Barzel survives (cat. no. 4s).53 The costume designs are very simple, with both male 
and female dancers wearing white, gold or black classical Greek tunics that range from mid-thigh length to knee 
length and ankle length. Embroidered on the hems o f the tunics, and frequently across the chest, are Greek key 
patterns and other geometric designs reminiscent o f Archaic Greek vases.
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Reflections in Water was another one-act ballet with music set to Debussy. Little is said about the sets for 
this ballet in reviews, but one critic noted that Thecla clad the water sprites in blue sequined garb with blue and 
white striped plumed hats.54 Sideshow seemed to generate the most interest and no doubt resonated greatly with 
the artist. A  one-act ballet, it portrayed three scenes: “ T he Barker... [extolling] the features o f his freaks,” what 
happens behind the scenes o f the freak show, and what occurs after the freaks complete their performance.55 
Thecla costumed a man with three heads, Berenice Holmes as a one-legged ballerina and a man with six arms 
who looked like a centipede. Eight to the Bar (cat. no. 15) provides a possible link to this ballet, produced three 
years earlier. A  young couple’s intimate dance is interrupted by a large white rabbit twirling across the floor 
with a dwarflike horse clad in velvet like a young prince. Behind him a half-man, half cobra begin to dance with 
each other, encouraged by goddesslike forms faintly painted above who seem to shout among trumpeting 
flowers. It is easy to imagine these figures coming to life on stage with the couple representing the audience’s 
own surprise at the intimate details o f the sideshow.
A number o f Thecla ’s paintings from the early 1940s can be considered studies for ballet set designs. 
Included in her Roullier exhibition devoted to dance, Hand with Key from 1940 (cat. no. 10) departs from 
Thecla’s tradition o f a saturated blue stage and instead offers a much paler aqua blue background to a large 
disembodied hand in the center that has been tied down with rope by dozens o f small, primarily nude, dancers. 
A  small key resting in the palm o f the hand appears to be the object o f desire as one male dancer scales a ladder 
while a female dancer in a tutu holds it steady. At the top two dancers scale the thumb with rope, suggesting 
a competition is underway. On the lower left a man plays the violin, providing music to accompany the drama 
unfolding. Just behind him is a set o f three dancers who hold a second key and follow two additional long lines 
o f dancers. Hand at Red Door from 1941 (cat. no. 11) does not include dancers but repeats the feature o f the
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centralized hand, here reaching for a small door on its left, perhaps a continued interest in working out details 
for a particular set. Clearly, the ballet was a way to enact the spectacle o f her fantasies on a much grander level, 
beyond the confines o f the canvas.
Thecla’s commitment to the ballet extended to curating two large exhibitions devoted to “ ballet art” 
at Mandel Brothers Gallery in Chicago in 1950 and 1951.56 T he artists featured were traditional painters like 
Thecla, illustrators o f dance and dancers themselves like Berenice Holmes, who contributed a plaster figure 
entitled Fourth Position to the 1951 exhibit. In the 1950 exhibition Thecla included the costume and set 
designs for Romola James’s Unmatched Gloves performed in Chicago. A  forty-two second color film clip of 
the ballet survives in the collection o f the Newberry Library (cat. no. 43). Unmatched Gloves tells the story 
o f “A  young girl, an octoroon, and her socially prominent fiancé have agreed to hide the fact o f her mixed racial 
origin. At a reception given by the boy’s parents, a local debutante still hopeful and preferred by the boy’s 
parents, suspects the truth and in a mood of jealously relates her suspicion.” 57 Dick Andros, who danced the 
role o f the high society boy, noted in his biography, “ I enjoyed dancing this part although the couple didn’t 
live happily ever after. People would cry almost every night because an interracial couple was not socially 
acceptable.” 58 Romola James, a white woman, danced the role o f the girl. Unfortunately little archival evi­
dence remains, but James’s interest in using ballet as a site for dialogue about racial issues in the United States 
was made clear by the ballet Integration she choreographed in 1957. Working with one black dance compa­
ny led by Neville Black and Tommy Sutton and two white ballet companies led by Loretta Rozak and James 
respectively, she staged the work inspired by Supreme Court’s 1954 decision in Brown vs. the Board of Education 
at a music festival in Milwaukee in the summer of 1957.59 It is clear that James envisioned the stage as an 
important and safe site in which audiences could confront their own racism. It is difficult to know Thecla ’s position 
on this issue, but her participation suggests that she too believed that art could illuminate difficult societal issues. 
T he photographs o f the performance reveal that Thecla’s costume and set designs stressed the boy’s upper-class
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status. The women all wear fashionable dresses, featuring tight bodices with spaghetti straps and full tulle 
calf-length skirts adorned with sequins, reminiscent o f what debutantes might have worn in 1950. The sets recall 
Thecla ’s paintings from the 1930s, with strong color and French doors opening onto a dramatic cerulean blue 
sky filled with stars, heightening the moment that should be celebratory but would soon turn tragic. For Thecla, 
ballet ultimately became a strategy to take the fantasy o f her small paintings to a more dynamic level; the 
audience, experiencing the performance whose “ look” derived from her designs, might for a brief moment 
reexamine their own ideologies and lives. Her work in ballet costume and set design allows us to see Thecla 
not as an isolated artist, but as someone dedicated to collaboration with other artists and ultimately with the 
audience to produce a site o f transformation.
M Y T H O L O G Y  A N D  F A I R Y  T A L E S
Thecla’s paintings o f the 1950s and 1960s are the least studied of her career. DePaul is fortunate to own 
over twenty works by the artist from the period, a generous donation by Helen T. Findlay in 1973. T he 1950s 
posed difficult challenges for Thecla. She no longer had the economic support o f the Illinois Art Project and 
was reliant on commercial representation, but equally difficult was a lack o f critical support. T he critic C. J. 
Bulliet died in 1952 and the number o f reviews o f Thecla ’s shows immediately decreased. Her close friend 
David Porter, who ran the G Place Gallery in Washington, D .C ., was no longer a dealer and moved to New York 
in 1947. W hile he continued to make efforts on Thecla’s behalf, it was clear that the climate o f the art world had 
changed. In New York, Abstract Expressionism had taken hold and in Chicago a new generation o f figurative 
artists was emerging, such as Leon Golub, Seymour Rosofsky, and H .C. Westermann, placing Thecla ’s art in 
the past. For that reason, Thecla may have been compelled to reassess her technique and fantasy content. T he 
self-portrait remains present, as in the works from the 1930s and 1940s, but it manifests itself in a wider variety
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of guises. The most direct representation of Thecla from this period is Animal Girl Waiting (1952), in which 
the viewer is confronted by a large yellow woolly llama with Thecla ’s face and painted with her recognizable red 
lipstick, as well as arms wearing brown gloves and legs ending in ordinary bedroom slippers (cat. no. 19). This 
painting, owned by the Hirshhorn Museum and probably never exhibited, may have been part o f a larger series 
o f paintings o f explorers in which the llama accompanies young girls off to distant lands, including The Young 
Explorers (1951) and Girl on a Llama (1951).
Even when referencing a well-known site, such as New York City in Hurricane Flag Over Manhattan 
(1961), Thecla transforms the tourist attraction into an elaborate spectacle (cat. no. 30). T he skyline o f 
Manhattan is collaged onto cardboard and grounded in the distance. Contrasting with the crisply printed 
image is the hurricane that stirs above and may have been inspired by Hurricane Esther, a major Atlantic storm 
that affected Massachusetts and Maine that September and caused millions o f dollars in damage. T he viewer is 
greeted by the ethereal presence o f a young blond woman with flowing hair who seems to be a combination of 
the Madonna and a Greek goddess. As we engage with the woman we are taken to the edge o f the storm where 
the moon and stars slowly come in and out o f focus. T hecla ’s only trip to New York was in 1947 to visit her 
friend David Porter, but the speculation of what might happen to the city when threatened by a major storm may 
have been more interesting to paint than the trip itself.60
W hile spectacle remains Thecla ’s vehicle o f choice in the 1950s, we begin to see a wider range o f new 
styles and techniques. Gone are the saturated midnight blue scenes with every detail outlined in a sparkling 
white. Instead she experiments with candle soot as a medium to generate images by chance. McKenna noted 
that Thecla would allow candle soot to settle on a surface prepared with a pale blue watercolor. These carbon 
smudges would then begin to suggest girls, nude women, planets, fantasy creatures and all sorts o f animals, 
which were then outlined in pencil.61 In the Book She Reads (1961) the most detail is given to the wooden piers 
standing in the foreground (cat. no. 31). Nestled in the corner is a young girl with long black hair (no doubt a 
substitute for Thecla) deeply engrossed in reading a book that acts again as an emblem of agency. Behind her
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what appear to be gestural markings are in fact writhing female nude forms that seem to tumble through the 
sky; occasionally an animal appears, such as deer on the lower left and a bear at the upper right. In the center 
just below the top edge o f the painting is a girl enveloped by folds o f a dress. Each fold becomes larger and 
larger and eventually a star pattern comes into focus as one reaches the top of the painting. This detail revives 
iconography from Thecla ’s paintings o f the 1930s and returns us to the star-patterned veil in Thecla ’s 
Self-Portrait o f 1936. Just as Thecla avoids our eyes in that painting, the young girl’s absorption with the text 
maintains her autonomy, as well as serving as an invitation to dream worlds not found in this ordinary landscape 
in which she sits, maintaining the artist’s interest in determining her own social order.
Most o f these candle soot images are almost Dionysian spectacles and Thecla may have been drawn to this 
content as another way to use dance in her painting. It is often noted that Dionysian rites may have contributed 
to the origins o f Greek drama in which dance was a fundamental component. Considering that Thecla’s work 
on Holmes’s Pandora may have involved research on Greek traditions o f design, it may have also served as 
inspiration for this series o f paintings. In Amorphous Ones (1952), Involved Forms (1952), and Spring Dream 
(1952) it is difficult to distinguish one figure from another as they engage in a frenzied ballet. Emerging from the 
tangled fray are heads in profile and animals like dogs, deer and bears (cat. nos. 20, 21, and 22). An inscription 
on the back o f Spring Dream, the only one out o f this group using color, states “ Made from imagination without 
previous plans. T H E  M EAN IN G can be found better than someone other than the artist; I believe.” In a certain 
way, Thecla’s statement satisfied both the artist and viewer by allowing viewers the freedom to determine their 
own interpretation while still protecting the self-portrait that remained coded in this new series o f paintings.
P L A N E T A R Y  R E A L M S
T he paintings featured in this part o f the exhibition focus on Thecla ’s fascination with space as an 
unknown frontier. These undiscovered worlds, fantastic scenes o f unspecified planets and their orbits, suggest
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both the contemporary expanding understanding of the universe and the artist’s own interior worlds. A majority 
of these works have much in common with Thecla’s larger body of work. A longtime devotee of astronomy, 
she painted her first planetary work in 1948 of the Pleiades star formation as seen from Mars (title/location 
unknown).62 Popular books like Willy Ley’s The Conquest of Space, published in 1949, may have fueled 
Thecla’s interest, especially the hyperrealist illustrations of the planets like Saturn and Mars by Chesley 
Bonestell included in Ley’s book. While it is not known whether Thecla owned this text, Bonestell’s 
illustration Surface of Mars that reveals icy pink rock formations rising from rich blue canals and orange and 
lavender passages of land63 may have influenced the setting of Thecla’s Parachute Drop from 1961 (cat. no. 29). 
Steamy white gases seem to emanate in the foreground and slowly floating down from the sky is a tiny white 
figure hanging from a parachute collaged on to the surface of the painting. The barely perceptible figure is 
no doubt a substitute for Thecla, creating a way for her to be the first woman to land on this territory that so 
long occupied the minds of science fiction writers, such as Percival Lowell’s Mars (1895) and H.G. Wells’s 
The War of the Worlds (1898). In contrast to these authors, who envisioned a dry and dying planet,64 Thecla’s 
explorer discovers a fertile green and red landscape rendered in minute detail that returned the artist to painting 
techniques she used in the 1930s. The intense colors of the ground combined with the pink sky suggest a 
fierce heat and bring to life the strange vegetation unknown to human touch. In Red Grass Planet (1961) the 
intricate weave of red and green grass gives way to a luminescent blue expanse of water with a rockier landscape 
emerging from behind (cat. no. 33). There are multiple moons and suns and a black sphere hangs ominously 
above the horizon. In the foreground what appear to be two yellow-orange rock formations are in fact animated 
creatures emitting a kind of fishing line from their mouths. On the right the rock becomes two devious faces that 
smile at the viewer, acting as hidden self-portraits of Thecla and guides to these unimaginable spectacles.
The space paintings were not received with enthusiasm. Bouras noted, “The large paintings she did 
for Findlay Galleries, which so lack conviction and Julia-ness, are not really bad or uninteresting, they are just
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not wholly hers.” 65 At first glance they are much larger in scale, a radical departure from the intimate realms 
described earlier. T he choice o f subject and size partially may have been a strategic move to make work that 
would resonate with the contemporary public and an art market that favored expressionism and mural-scale 
canvases. The advantage o f the planetary paintings was that they verged on the abstract, yet allowed Thecla 
to maintain an objective style, nevertheless based in the imagination. In addition, space exploration in the late 
1950s and 1960s held great currency. With the successful launch of Sputnik by the Soviet Union in 1957 and 
the monumental orbital flight made by Yuri Gagarin in 1961, the United States found itself overshadowed. After 
Gagarin’s flight, John F. Kennedy asserted that the United States would soon surpass the communist country,66 
and Thecla no doubt was aware o f the technological and political struggle. For a woman artist, space must have 
been appealing because it was an un-owned territory on the margins. It is frequently noted that many science 
fiction writers were women, and “ since they were not bound by historical accuracy they could explore alternate 
social structures or retell old myths with modern sensibilities,” 67 ultimately challenging the patriarchal order on 
earth; this can easily be related to Thecla ’s visions o f space in paint.
In the Clouds (i960), Black Satellite and Yellow Moon (1961) and Uncharted Sky Area (1961) clearly 
respond to this historical moment and take the perspective o f satellite images or astronauts viewing the planets 
from their spaceship (cat. nos. 26, 35, and 37). At a moment when actual television images o f space were 
limited and photographs, illustrations or paintings like Bonestell’s noted above were the means o f assimilating 
knowledge, there was still a role for the imaginary in depicting this realm. In the Clouds imagines the moment 
o f dusk captured at low orbit in what appears to be a straightforward rendering o f landscape, yet still provides 
a personal glimpse through Thecla’s eyes. Moving from the surface o f the dark brown planet upward through 
the orange clouds a very faint face emerges similar to the creatures in Red Grass Planet, letting us know that 
this is the artist’s vision, not just a competent scientific illustration. Black Satellite and Yellow Moon creates a 
magical spectacle o f evening light, while Uncharted Sky Area presents Thecla ’s vision o f a densely populated
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sky o f moons and stars hovering above the planet’s surface and compelling the viewer to find a way to reach 
this site. In Gateway (1962) the viewer seems to have landed on the surface o f a wintry planet (cat. no. 40). One 
is posed at an aged wooden gateway reminiscent o f frontier lands, yet the star radiating intense rings o f color 
and the strange padded form wrapped around the fence suggests we are entering a territory beyond our own 
universe. Once photographic and televised images o f space became available, Thecla ’s paintings, like 
Bonestell’s, may have appeared passé, but they act as reminders o f how the artist can create autonomous worlds 
that do not answer to the status quo and can serve as liberating sites.
C O N C L U S I O N
After a serious decline in health and not painting for several years, Julia Thecla died in relative 
anonymity in a Catholic charity home in 1973 in Chicago. W hile this exhibition aims to restore her place in 
the history o f art o f the United States, it also considers how the systems and institutions o f art contributed to 
her erasure in the first place. As Kristen Frederickson asserted, “ Recovery is desirable, a shift from oblivion 
to recognition, yet the term implies prior disease as well,” 68 advising historians that both the retrospective and 
monographic study only temporarily relieve the symptoms of historical absence for women artists. Thecla ’s 
marginal status in art history was not only related to gender, but also to her regional status and to the absence o f 
a familial or romantic relationship with a more famous male artist. However, it is the past emphasis on Thecla’s 
biography that remains the most problematic. Mary Garrard has frequently argued in her work on the Italian 
Baroque artist Artemisia Gentileschi, whose history is also marred by an insistence on a biographical lens, 
that historians have “ resisted the artist who painted pictures that violated the social order...” 69 T his exhibition 
and essay attempt to make that historical shift and to suggest that Thecla ’s painted masquerades are not literal
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renderings o f her state o f mind but rather are subversive sites where fantasy offers an appealing alternative to a 
society that attributed little value to the production o f art by women. These paintings served as individual and 
symbolic acts, but her work with choreographers like Holmes and James, as well as the Women Artists’ Salon 
of Chicago, reveals that Thecla believed social change was also possible through artistic collaboration. For her 
art, whether on an intimate scale in painting or a grand spectacle on the ballet stage, could offer something more 
than momentary escape; it presented the possibility o f transformation. By acknowledging a counter-historical 
narrative for Thecla and not privileging biography and style that is normally demanded by the art-historical 
canon, her works create many more stimulating conversations with her peers in American art, perhaps allowing 
greater visibility for her work in the future.
41
42
N O T E S
1. T h e  first (and only) retrospective o f  
Julia T h e c la ’ s w o rk  was in 1984 and 
show n at the Illinois State M useum . 
C urated  b y  M aureen M cK en n a, the 
exh ib ition  laid  the foundation  for 
understanding the artist’ s history, 
techniq ues and b readth o f  content. See 
M aureen M cK en n a, J u lia  Thecla , ex h i­
b ition  catalogue (S prin gfield , Illinois: 
Illinois State M useum , 1984). In addition 
to M cK en n a’s essay, it in cludes rem i­
n iscences b y  p eo p le  w h o kn ew  T h e c la  
personally: the gallerist and curator 
Katherine K uh, painter and gallery owner 
D avid  Porter, the artist Parker Panttila, 
the p oet P hyllis F ord -C h o ke, and artist 
and critic  H arry Bouras. A n  exh ib ition  
h istory  and ch ro n o lo gy  is also in clu d ed . 
T h is  current exh ib ition  and catalogue
is very  m uch in d ebted  to M cK en n a’ s 
p ion eerin g research.
2. N a n cy B urke, “ In v is ib le  W orlds: O n  
W om en and S olitu d e,”  Gender and  
Psychoanalysis, an Interdisciplinary  
J o u r n a l 2 (July 1997): 329.
3. Paul S ch ofie ld , “ T h e  M idw est Scene 
C om es o f  A ge,”  Parnassus  9 (A p ril 
1937): 14-15, 51.
4. Phyllis Ford, “A rtist T h e c la  R eluctantly 
Tells H er Life,”  Chicago Sunday Tribune, 
17 D ecem b er 1943, pt. 3, 7.
5. D avid  Porter, “A  Valentine for Julia,”  
M cK en n a, 29.
6. L etter from  Julia T h e c la  to C .J. B ulliet,
6 A u gu st 1949. C.J. B ulliet Papers, 
A rch ives o f  A m erican  A rt, Sm ithsonian 
Institution, W ashington, D .C .
7. Julia T h e c la , “ Q u een  L il,”  undated 
and u n p u b lish e d  m a n u scrip t, J u lia  
T h e c la  Pam phlet F ile, R yerson  and 
B urnham  L ibraries, A rt Institute o f  
C h icago .
8. E rica A . H olm , “ T h e c la , Julia,”  in 
Women B u ild in g  Chicago: 1790-1990  
(B loom ington, IN : U niversity o f  Indiana 
Press, 2001), 873.
9. M cK en n a, 58-59.
10. C.J. B ulliet, “Julia T h e c la ’ s D ancers,”  
Com m ent on the Seven Arts, c. Septem ber 
1943. N ew sp ap er c lipp in g  in  C.J. B ulliet 
Papers, A rch ives o f  A m erican  A rt, 
Smithsonian Institution, Washington, D .C .
11. L etter from  Julia T h e c la  to C.J. B ulliet,
6 A u gu st 1949, C .J. B ulliet Papers, 
A rch ives o f  A m erican  A rt, Sm ithsonian 
Institution, W ashington, D .C .
12. Barbara B loem ink, “ F lorine Stettheim er 
B ecom in g H erself,”  in S in g u la r Women, 
W riting the A rtist, ed. K risten  Freder- 
ickson  and Sarah E . W ebb (B erkeley: 
University o f  C alifornia Press, 2003), 114.
13. See, for exam ple, Julia K. D a b b s, “ S ex, 
L ies and A n ecd otes: G en d er R elations 
in  the L ife  S tories o f  Italian W om en 
A rtsts, 1550-1800,”  Aurora  V I  (2005).
14. M cK en n a, 24.
15. Interview  w ith  the author, July  22, 2005.
16. Porter, 29.
17. M cK en n a, 24. T h e  painter M artyl 
L a n g sd o rf suggested that T h e c la  
appeared tim id but recalled that was 
not the case. For instance, at the B eaux 
A rts  Ball h eld  at the S ch o o l o f  the A rt 
Institute o f  C h icago  in 1943 L a n g sd o rf 
rem em bered w h en  T h e c la  saw another 
w om an b ein g harassed b y a m an, she 
q u ick ly  ran over, p u t the m an over her 
shoulder, and rem oved him  from  the 
dance. Interview  w ith  the author, 16 
Septem ber 2003.
18. H arry B ouras, “Julia T h ec la : A n  
A p preciation ,”  M cK en n a, 37.
19. Porter, 29.
20. Susan W eininger, The ‘New W om an’ 
in  Chicago, 1910-1945: P aintings from  
Illin ois Collections, exh. cat. (R ockfo rd  
C ollege: R o ck fo rd , Illinois, 1993), n .p .
21. I am grateful to T im  L o n g, A ssistant 
C u rato r o f  C ostu m e at the C h icago  
H isto rical S o ciety  for assisting me 
w ith  the identification  and dating o f  
the clo th in g in Julia T h e c la ’ s paintings.
22. N orm a L ifto n , “Julia T h e c la , State o f  
Illinois G allery,”  New A rt E xa m in er  14 
(S eptem b er 1986): 47.
23. For a d iscu ssio n  o f  Fantasy painting 
in C h icago  see Susan S. W eininger, 
“ Fantasy in C h icago  Painting: Real 
‘C razy,’ R eal Personal, and R eal R eal,”  
in Chicago Modern, 1893-1945, exh. cat. 
(C h icago: Terra M useum  o f  A m erican  
A rt, 2004), 67-78.
24. C o u rtn ey  G raham  D o n n ell et al., Ivan  
A lbright, exh. cat. (C h icago: T h e  A rt 
Institute o f  C h icago , 1997), Plate 23.
25. Women B u ild in g  Chicago , 12.
26. W eininger, The ‘New W om an’ in  
Chicago, n .p . W eininger also n oted 
that B ulliet m aintained a new spaper- 
clipp in g  file that in clu d ed  articles 
ad dressing ch anging roles for w om en 
from  the 1930s until his death in 1952 
and a separate file d evoted  to “ W om en 
in T rou sers,”  w ith  stories illustrating 
h ow  gender roles w ere b ein g  contested 
throu gh dress during these decades.
C.J. B ulliet Papers, A rch ives  o f  A m eri­
can A rt, S m ithsonian Institute o f  A rt, 
W ashington, D .C .
27. Ibid .
28. Julia T h e c la ’ s Individu al Earnings 
R eco rd s, held  at the N ational P ersonnel 
R eco rd s O ffice, St. L o u is , M issouri. 
D u rin g  her tenure at the W P A  she was 
em ployed  as a S en ior A rtist at the P ro ­
fessional level from  N o vem b er 1938 to 
M ay 1943, excep t for the m onth o f ju n e  
1938, w h en  she w as paid  for serving as
a S en ior A rt C ritic . For a h istory  o f  the 
Illinois A rt Project and analysis o f  the 
W P A  rankings and salaries see G eorge 
G . M avigliano and R ichard  A . L aw so n , 
The Federal A rt Project in  Illin ois, 1935- 
1943 (C arb on d ale  and E dw ardsville, 
Illinois: Southern  Illinois U niversity 
Press, 1990).
29. In terview  w ith  author, 22 Ju ly  2005.
30 . E d ith  W eigle, “ H er C anvases are 
E n chanted  W orlds,”  Chicago Sunday  
Tribune , 21 A u gu st i9 6 0 , part 5 , 4.
31. L etter from  Julia T h e c la  to D avid  P or­
ter, 11 June 19 4 7 , E d w in  D avid  Porter 
Papers, m icrofilm ed b y  the A rch ives  o f  
A m erican  A rt, S m ithsonian Institution, 
W ashington, D .C .,  reels N70-27- N70-31.
32. Parker Panttila, “Julia T h e c la ”  in 
M cK en n a, 32.
33. T h e  b ack  o f  the painting is in scrib ed  
“ T h e  A u d u b o n  T ree b y  Julia T h e c la
O il painting on w oo d . T h e s e  birds are: 
R ead in g from  left to right. B eginning at 
the to p ...A rk a n s a s  G o ld fin ch , Painted 
B unting, M ou ntain  B lu ebird , B ob olin k , 
B row n T h ru sh , Flicker, W ren, R edw ing, 
S um m er Tanager, M agnolia W arbler, 
W h ite-C ro w n ed  P igeon, C atb ird , 
S creech  O w l, R ed -B reasted  N u thatch , 
P rotho n otary W arbler, C ardin al, 
Baltim ore O rio le , B rew er’ s B lackbird , 
Sparrow , R ed -h ead ed  W oodpecker, 
B la ck -C a p p ed  C h ick ad e e, M ayn ard ’s 
C u ck o o  &  N est, B lue Jay, C row , R ob in , 
V io le t-G re en  Sw allow , R u b y-T h ro ated  
H um m ingb ird .”  C .J. B ulliet describ es 
T h e c la ’ s Mr. Audubon P a in tin g  and 
notes that the b irds are b ased on A u d u ­
b o n ’ s illustrations. A lth o u gh  a different 
p ainting, the title indicates that the 
b irds are based  on the same source. C.J. 
B ulliet, “Julia T h e c la ’s R ich  Fantasy 
P ervades H er N e w  Paintings,”  Chicago 
D aily  New s, 19 M ay 1945.
34. Jacq u elin e B ograd  W eld, Peggy, The  
Wayward Guggenheim  (N ew  Y ork: E. P. 
D u tton , 1986), 294.
35. D avid Porter brought T h e c la ’s paintings 
to G u ggen h eim ’s attention a few  years 
earlier. S iob han  C on aty, A rt o f  T his  
Century: The Women, exh. cat. (East 
H am pton, N ew  Y ork: P ollock-K rasner 
H ou se and S tu d y C enter, 1997), 17-22.
36. H .B ., “ Fem inine Surrealists,”  The A rt 
D igest (15 January 1943): 13.
37. T h e c la  was clearly interested in 
T an n in g’ s art. W riting to D avid  
Porter abou t his exh ib it “ T h e  W om en”  
cocu rated  w ith  Peggy G uggen h eim  as a 
follow -up  to “ 31 W om en,”  T h e c la  asks 
“ [I]s [D jo ro th e a  [sic] in it? ”  L etter 
from  Julia T h e c la  to D avid  Porter,
16 Janu ary 19 4 5 , E dw in  D avid  Porter 
Papers, m icrofilm ed b y  the A rch ives o f  
A m erican  A rt, Sm ithsonian  In stitution, 
W ashington, D .C .,  reels N70-27 - N70-31.
3 8 . D u rin g  the sum m er o f  19 43 T h e c la  
frequently asks Porter about the M useum  
o f  M odern  A rt’ s interest in her w ork. 
She n oted , “ [I] w as d azzled  w ith  the 
v ision  o f  a w o rk  o f  m ine in the M . o f  M . 
A R T .”  L etter from  Julia T h e c la  to D avid  
Porter, Ju ly  19 4 3 , E d w in  D a vid  Porter 
C o rresp o n d en ce , m icrofilm ed b y  the 
A rch ives  o f  A m erican  A rt, Sm ithsonian 
Institution, W ashington, D .C , reels 
N70-27 - N70-31.
3 9 .  C onaty, 22-2 4.
40 . Julie G raham , “A m erican W om en A rtists’ 
G rou p s: 18 6 7-19 3 0 ,”  Wom en’s A rt  
J o u rn a l 1 (Spring/Sum m er 19 8 0 ): 7.
41. C.J. B ulliet, “A rou n d  the G alleries,”  The 
Chicago D aily  New s, 13 June 19 42.
4 2 . G raham , 7 .
4 3 . L etter from  Julia T h e c la  to C.J. B ulliet,
19 July  19 3 9 , C.J. B ulliet Papers, 
A rch ives  o f  A m erican  A rt, S m ithsonian 
Institution, W ashington, D .C .
4 4 . For docu m entation  o f  G u ggen h eim ’ s 
w ritin g  and painting see: http://ww w. 
shelw yncorrigan.com /m ary/ w h ich  is a 
w eb site d evoted  to the artist’ s h istory  
and maintained by the M ary G uggenheim  
Foundation.
4 5 . T h e  Illinois State M useum  refers to this 
w o rk  as U ntitled (B allerina  and Bunny) 
b u t after exam ining review s o f  T h e c la ’ s 
exhib ition s and notin g the “ b lu e sh oes”  
w orn  b y  G u ggen h eim  it seem s lo gical 
that this w as originally  called Mary in  
B lu e Shoes.
4 6 .  T erry  H arnan, A frica n  Rhythm, A m eri­
can D ance  (N ew  Y ork: A lfred  A . K n o p f, 
19 74), 102-103.
47- L etter from  Julia T h e c la  to C  .J. B ulliet, 
O cto b er 1943. C .J. B ulliet Papers, 
A rch ives o f  A m erican  A rt, Sm ithsonian 
Institution, W ashington, D .C .
48. Ibid .
49. B arzel, 38.
50. C .J .B u lliet, “ W om en Painters o f  Ballet,”  
Chicago D aily  N ew s, 1 Septem ber 1944.
51. B arzel, 38.
52. “ R ob ert B. E delm ann, M anufacturer, 
D onor,”  O bituary, Chicago S u n -T im es,
12 M ay 1993, 68.
53. For a descrip tion  o f  the b allet see the 
program  for Pandora, perform ed by 
the B erenice H olm es B allet at the C iv ic  
T h ea tre , C h icago . A n n  B arzel Papers, 
M idw est D an ce C o llectio n , N ew b erry  
Library, C h icago , Illinois
54. A lb ert G o ld b erg , “ S egovia C alls  G reat 
M usic  B ack  to L ife ,”  Chicago D aily  
Tribune , 12 M arch  1945, 17.
55. Program  for “ Side Show,”  C hicago Ballet 
C om pany, E lm hurst C o llege , S ch o o l
o f  M u sic, Tuesday, February 2 6 ,19 4 5 . 
A n n  B arzel Papers, M idw est D ance 
C o llectio n , N ew b erry  Library, C h icago , 
Illinois.
56. A cco m p an yin g  each show  w as p rogram ­
m ing d evoted  to d ance, in clu d in g  a 
presentation  b y  M ark T urb yfill, a noted  
dancer, choreograp h er and painter w ho 
w as w ell know n for teaching and co l­
lab orating w ith  K atherine D unham  on 
Ballet N egre, the first A frican-A m erican  
b allet com pany. Vera M irova, a p ro m i­
nent ballerina in the 1920 s and 1930s, 
d iscu ssed  the h istory  o f  w orld  dance 
(she in tro d u ced  D u nham  to B alinese, 
Javanese and East Indian dance), and 
E gon W einer, an instructor o f  scu lp ­
ture at the A rt Institute o f  C h icago ,
describ ed  the im pact o f  dance on his 
chosen  m edium . See the exh ib ition  p ro ­
grams in C.J. B ulliet Papers, A rch ives o f  
A m erican  A rt, Sm ithsonian Institution, 
W ashington, D .C .
57. Program  n otes, “ U nm atched  G lo ves,”  
choreograp h ed  b y  R om ola Jam es, 
p ro v id ed  to the author b y  D ick  A n d ros 
w ho danced  the role o f  the society  b o y  
in the original p rod u ction .
58. D ick  A n d ro s , “ D ick  A n d ros (b. 1926).”  
http://m ichaelm inn.net/andros/biogra- 
phies/andros_ dick.h tm . 4 January 2006.
59. R o i O ttley, “ Prom oting D an ce is A im , 
N egroes Form  Stage A rts G ro u p ,”  
Chicago D aily  Tribune , 16 June 1957.
6 0 . T h e c la  m akes reference to Porter sen d ­
in g her a ticket for her im pending trip 
to N e w  Y o rk  “ thank you  v ery  m uch for 
the B IR D  M O N E Y  on w h ich  to fly to 
you .”  L etter from  Julia T h e c la  to D avid  
Porter, 1 July  19 4 6 . E dw in  D avid  Porter 
Papers, m icrofilm ed b y the A rch ives o f  
A m erican  A rt, Sm ithsonian  Institution, 
W ashington, D .C .,  reels N70-27 - N70-31.
61. M cK en n a, 22-23.
62. W eigle, 4.
63. W illy  Ley, The Conquest o f  Space 
(N ew  Y ork: V ik in g  Press, 1949),
Plate X X IX , 125.
64. G u y  J. C on so lm a gn o, “Astronom y, 
S cien ce F ictio n  and Popular C ultu re: 
1277 to 2001 (A n d  B eyo n d ),”
Leonardo  29 (1996): 127-132.
65. B ou ras, 39.
66. See for exam ple, Philip  D o d d , “ B ehin d  
in S pace R ace: K en n ed y D enies W eak­
ness in S truggle on Ideology,”  Chicago 
D aily  Tribune , 13 A p ril 1961, 3.
67. C on so lm a gn o, 129.
68. K risten  Fred erickson , “ Introdu ction , 
H isto ries, S ilences and Stories,”  in 
S in g u la r Women, W riting the A rtist, 3.
69. M ary D . G arrard , “A rtem isia’ s Tria l by 
C in em a,”  27.
E X H I B I T I O N  C H E C K L I S T
W O R K S  B Y  J U L I A  T H E C L A
1. A rt Student, 1926 ( i l l . l )
W atercolor on paper
9 X 8%  in.
C o llectio n  o f  B arton Faist, C h icago
2. S elf-P ortrait, 1936 
G o u a ch e and charcoal on 
com p ositio n  board
12 x  18 in.
Illinois State M useum  C o llectio n , 
S prin gfield , Illinois
3. W hite H a t , 1936 
G raph ite and co lored  p en cil 
12Yt x  10/4 in.
C o llectio n  o f  Barton Faist, C h icago
4. D ream er and N udes, 1937 
G o u a ch e and charcoal on com positio n  
board
13 x  11^16 in.
C o llectio n  o f  M arian and L e o n  D esp res, 
C h icago
5. M orning Walk, 1938 ( i l l . 2)
G o u a ch e on com positio n  b oard
9 x  9 in.
C o llectio n  o f  M ontserrat W assam  and 
M axim ilienne Ew alt, San F ran cisco , 
C aliforn ia
6. A l Pearson , 1939
G o u a ch e on com p ositio n  board 
4/4 x 3 ’/2 in.
C o lle c tio n  o f  B arton Faist, C h icago
7. Bunny Backstage, 1939 ( i l l . 3)
G o u a ch e on com positio n  b oard
20 x  25 in.
Illinois State M useum  C o llectio n , 
S pringfield
8. M illin ery , 19 44 ( i l l . 6)
O il on panel
9%  x  7 %  in.
C o llectio n  o f  H arlan Berk,
R iver Forest, Illinois
9. B a llet U topia , 1940 ( i l l . 5)
G o u a ch e on com positio n  board 
2 4 %  x 18 %  in.
F red erick  R. W eism an A rt M useum  at 
the U n iversity o f  M innesota, 
M in n eapolis, M useum  purchase
10. H a n d  w ith Key, 1940 ( i l l . 4)
G o u a ch e, charcoal on com positio n  
board
9 %  x  11/4 in.
M useum  o f  C on tem p orary  A rt,
C h ica g o , G ift o f  M ary and 
Earle L u d gin  C o llectio n
11. H a n d  at Red D oo r , 1941
G o u a ch e, pastel, charcoal, graphite on 
p ap er m ounted on com p ositio n  board  
13%  x 13%  in.
C o llec tio n  o f  Barton Faist, C h icago
12. P in k  Pigeon , 1941
G o u a ch e, pastel and graphite on 
com positio n  board 
3 5/8 x 5 1/2 in. (visible)
C o lle c tio n  o f  E dw ard  M ogu l, C h icago
13. Four Sw im m ers, IQ41
G o u a ch e and charcoal on com positio n  
b oard
13/4 x 10I5/16 in.
C o llec tio n  o f  H arlan B erk, R iver Forest, 
Illinois
14. Practicin g  a Bow , 1942
G o u a ch e and ch arcoal on com positio n
b oard
2 0  X 17  in .
C o llectio n  o f  B renda Faist, C o u rtesy  
o f  B arton Faist S tu d io  and G allery, 
C h icago
15. E ight to the B a r , 19 4 3  
G o u a c h e , p a s te l, c h a rc o a l, and 
g ra p h ite  on c o m p o sitio n  b o a rd  
17 %  X 11%  in.
C o llectio n  o f  Barton Faist, C h icago
16. Audubon Tree, 1945 ( i l l .  7 )
O il on panel
2 5 1/8 X 2 0  in .
S h eld on  S w op e A rt M useum ,
T erre H aute, Indiana, G ift o f  
Mr. and M rs. C raw ford  Failey
17. U n titled  (people sta n d in g  on globes), 
19 4 6
G o u a ch e on com p ositio n  b oard  
152/4 x  13%  in.
C o llectio n  o f  H arlan B erk, R iver Forest, 
Illinois
18. U ntitled (w om an’s head w ith tree), ca. 
19 50 s
G o u a ch e on card board  
5 lA  x  4 in.
C o llectio n  o f  D an iel and E lizabeth  
M cM u llen , N ap erville , Illinois
19. A n im a l G ir l W aiting , 1952 ( i l l . 8) 
G o u a ch e and ch arcoal on com positio n  
b oard
6 %  x  1 2 %  in.
H irsh h orn  M useum  and S culpture 
G ard en , Sm ithsonian  Institution, 
Jo sep h  H . H irsh h orn  B eq u est, 19 8 1
20. Amorphous Ones, 1952
C h arcoa l and pastel on com positio n  
board
17%  X 11 Vs in.
H irshh orn  M useum  and S culpture 
G ard en , Sm ithsonian  Institution, 
Josep h  H . H irsh h orn  B eq uest, 1981
21. Involved Forms, 1952
C h arcoa l, tem pera, co lored  p en cil and 
pastel on com p ositio n  board  
16 x  llVa in.
H irsh h orn  M useum  and Sculpture 
G arden , S m ithsonian Institution, 
Josep h  H . H irsh h orn  B eq uest, 1981
22. Spring Dream, 1952
C h a rc o a l, co lo re d  p e n c il ,  and  tem pera 
on c o m p o sitio n  b o a rd  
16 X 11 Vs in.
H irshh orn  M useum  and Sculpture 
G arden , Sm ithsonian  Institution, 
Josep h  H . H irsh h orn  B eq uest, 1981
23. Deserted Planet, 1952
G o u a ch e and ch arcoal on com positio n  
board
11%  x  11%  in.
H irsh h orn  M useum  and Sculpture 
G arden , S m ithsonian In stitution, 
Josep h  H . H irsh h orn  B eq uest, 1981
24. Fused Forms, 19 55
C h arcoa l, graphite, prism acolor and 
gou ache on com p ositio n  board  
llVs X 17 in.
D eP aul U niversity A rt M useum ,
G ift o f  H elen  T . F in dlay
25. Girl in Red Coat, 1957
G o u a c h e , c h a rc o a l, and g ra p h ite  on 
c o m p o sitio n  b o a rd
9 x  6 in.
C o llectio n  o f  Joh n  C o rb ett and 
T erri K apsalis, C h icago
26. In the Clouds, i9 6 0  (i l l . 9)
O il on canvas
36 X 3 6  in.
D eP au l U niversity A rt M useum ,
G ift o f  H elen  T. F in dlay
27. One Egg, i9 6 0  
G o u a c h e  and ch a rco a l
10 x  6V2 in.
C o llectio n  o f  B renda Faist, C o u rtesy  
o f  Barton Faist S tudio and G allery, 
C h icago
28. Feather Girl Investigator, 1961 
G o u a ch e, ch arcoal and collage on 
com positio n  board
14 %  X 9 %  in.
C o llectio n  o f  H arlan B erk, R iver Forest, 
Illinois
29. Parachute Drop, 1961 (i l l . 13)
G o u a ch e and collage on com positio n  
board
5 15/i6 x  8 in.
D eP au l U niversity A rt M useum ,
G ift o f  H elen  T . F in dlay
30. Hurricane Flag Over Manhattan, 1961  
(i l l . 10)
G ou a ch e and collage 
15V4 x  10 lA  in.
H irshh orn  M useum  and Sculpture 
G arden , S m ithsonian Institution,
G ift o f  Josep h  H . H irsh h orn , 1966
31. In the Book She Reads, 1961 (i l l . 11) 
C h arcoa l and graphite on paper 
rjVie x  11%  in.
D eP au l U n iversity A rt M useum ,
G ift o f  H elen  T . F in dlay
32. In the Encyclopedia She Reads, 1961 
G o u a c h e , c h a rc o a l, and  c o lla g e  on 
c o m p o sitio n  b o a rd
15 X 10 in.
C o llectio n  o f  B renda Faist, C o u rtesy  
o f  Barton Faist S tudio and G allery, 
C h icago
33. Red Grass Planet, 1961 (i l l . 12) 
C h arcoal and gou ache on 
com positio n  board
1 9 15/i 6 x  15 Vi« in.
D eP au l U niversity A rt M useum ,
G ift o f  H elen  T . F in dlay
34. Strange Planet, 1961 
G ou a ch e on com p ositio n  board 
20 % X 19 %  in.
D eP au l U niversity A rt M useum ,
G ift o f  H elen  T . F in dlay
35. Black Satellite and Yellow Moon, 1961 
(i l l . 14)
O il and encaustic on canvas 
30 Vs X 14%  in.
D eP au l U niversity A rt M useum ,
G ift o f  H elen  T . F in dlay
36. Cloudy Night, 1961
T em pera, ch arcoal, and varnish on 
panel
28 X 21%  in.
D eP aul U niversity A rt M useum ,
G ift o f  H elen  T . F indlay
37- Uncharted Sky Area, 1961 
O il on canvas 
32yi6 X 3 2 1/ie in.
D eP au l U niversity A rt M useum , 
G ift o f  H elen  T. F in dlay
38. Blue Sky and Yellow Moon, 1961 
O il on canvas
29^8 X 24 in.
D eP au l U n iversity A rt M useum , 
G ift o f  H elen  T . F in d lay
39. Clouds Over a Planetoid, 1962 
O il and collage on canvas 
3 5 %  X 26V4 in.
D eP au l U niversity A rt M useum , 
G ift o f  H elen  T. F in dlay
40. Gateway, 1962 
O il on canvas 
19 %  x  15%  in.
D eP au l U niversity A rt M useum , 
G ift o f  H elen  T . F in d lay
41. Hares in the Snow, 1964 
O il on canvas
4 2 %  X 3 5 %  in.
D eP au l U niversity A rt M useum , 
G ift o f  H elen  T . F in dlay
D O C U M E N T A T I O N  O F  B A L L E T  
P E R F O R M A N C E S  W I T H  D E S I G N S  
B Y  J U L I A  T H E C L A
42., Video documentation of Pandora, 1945 
C h o reo g rap h y  b y  B eren ice H olm es, 
set and costum e design  b y Julia T h e c la  
T w o m inutes
N e w b erry  Library, C h icago
43. V id eo  docu m entation  o f  Unmatched 
Gloves, 1950
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